termed the inner laws of the work. He identified music as das Urelement der Oper to which all other elements are subordinated. 5 This notion of music's centrality was an expression of his ethical concerns, which were already formulated in his groundbreaking book of 1916, Das deutsche Musikleben, and which continued in his ethical conception of "sound" [Klang] in his writings on music phenomenology in the 1920s. It is by sustaining music as the central element of opera (and opera production) that its ethical force is enabled and maintained. By emphasizing music as a singular basic impulse of what we might subsequently consider "ethical opera," rather than as an element equal to others within the Gesamtkunstwerk (according to his interpretation of Wagner), Bekker was participating in the post-Wagnerian project in the 1920s. By 1922, Bekker found that contemporary opera had moved beyond what he regarded as a Romantic tendency for the music to be dominated by drama and action. Emphasizing Wagner as the major advocate for the subjugation of music in opera, he suggested that in the early twentieth century music had begun to guide theatrical aspects. 6 In 1924, Bekker published his well-known book on Wagner, presenting a reading of the composer's life and works in light of the aesthetic trend of expressionism. 7 Among his other writings on Wagner is the article "Wagner und die
Gegenwart" (Die Musik, 1930) , 8 in which he emphasized how contemporary musical life had turned against Romantic ideals on the basis of two issues: a wish to return to the music itself and reclaim its inherent "natural powers," and a demand for an objectivity achieved by turning away from the subjective focus on the Self of the composer (the Romantic Ich) and toward the object of art. The conceptual basis for both of these points can be extracted from Bekker's Wagner monograph, in which he describes in detail the Romantic preference for emotional expression in music. In his discussion, the "Will to Expression," which makes subjectivity the basis of art, is contrasted with the classical era's balance between form and expression. The Romantic approach had also been a development away from the conception of music as a "natural acoustic phenomenon" toward an idea of music as "symbolically significant sound." 9 In Bekker's account of Wagner and the "Will to Expression," he points to how music is no longer central and "in charge," but determined by emotion:
Sound in itself is inexpressive; it is a natural fact, not a symbol, and it assumes form in accordance with the natural laws of its substance. Sound as expression, on the other hand, is simply the vehicle of something other than sound, and is shaped in servitude to the emotion the artist seeks to express. The will to display a nontonal emotion by means of tone now determines the shape of the sound-organism, and thereby conditions the character of the creative impulse itself, which ceases to be a distinctively musical impulse, springing up spontaneously, forcing an outlet and carving for itself the channel of musical form, and becomes instead an emotional impulse, which makes use of sound as a means of expression.
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It was Kestenberg who in 1931 made a link between Bekker and Wagner that is of particular interest for this issue on the Ring and the selected translation. In the preface to Bekker's book Das Operntheater, Kestenberg draws a connection between Bekker's project of organizing society via the power of music in Das deutsche Musikleben (discussed below) and Wagner's 1849 "Entwurf zur Organisation eines deutschen Nationaltheaters." 11 As is well known, Wagner's article was written in the same spirit as his Zürich essays (1849-51), during a period in which he still believed strongly in social and cultural reform, despite the futile outcome of the 1848-49 revolutions. And (as Wagner scholars will recognize), the aesthetics that Wagner theorized during these years was to find particular expression in the Ring, which he was then working on. Kestenberg's comparison between Bekker and Wagner is apt in that by the time Bekker wrote his letter to himself in 1932, he had become disappointed by the failure of Weimar society to progress according to his idealistic plans of 1916. Nevertheless, it was through opera and his focus on "voice" that Bekker again formulated a potential means to cultural renewal. But as with Wagner's social ideals for the Gesamtkunstwerk, Bekker's utopian plan to restore unity to a fragmented Weimar society was also not to be carried out via the special field of opera, and therefore a gap remained between theory and practice.
"TO THE MIRROR IMAGE"
Bekker's letter "To the Mirror Image" displays what we might cryptically call a voice within a voice within a voice. In this first English translation of his letter to himself from his 1932 book Briefe an zeitgenössische Musiker (Letters to Contemporary Musicians), 12 we are faced with a remarkably personal text that presents Bekker's critical voice in a manner rather unusual for him. One challenge of this text is posed by our general unfamiliarity with the thoughts of this Weimar critic. At the same time, it is also unique within Bekker's massive output, spanning more than thirty years. 13 "To the Mirror Image" is a voice within a voice because we are granted an opportunity to listen to a somewhat subjective statement from an otherwise predominantly objective and detached writer. Given the message that Bekker communicates in this text, however, his decision to adopt a more personal writing style is not surprising: he attempts to get beyond "appearances" [Schein] in order to reach the essence of "being" [Sein] ; this is accomplished by his deliberate separation from his own "mirror image." The performative aspect of this exercise leads to the distinction between who Bekker believes he is in the eyes of the public and who he really is. As the text reveals, the two images remain fundamentally irreconcilable. At the same time that he makes this subjective statement, Bekker never loses sight of its wider ramifications. "To the Mirror Image" is a voice within a voice within a voice because at the center of his concern is the "human singing voice" of opera, and the extent to which a focus on the operatic voice would constitute a renewed focus on humanity in general. Bekker's ideas about voice featured frequently in the criticisms presented in Briefe. He calls the voice one of the strongest powers that human beings possess, considering it the most compelling artistic measure as well as a crucial "ethical-aesthetic" norm for the creation of music.
14 He felt it was a "cardinal sin" that contemporary opera composers were unable to understand the human singing voice, and therefore unable to write for it. 15 Throughout the book, the link between demands for a focus on voice in opera ( production as well as creation) and a renewed understanding of humanity is unmistakable: only if the human being is at the center of artistic creation will art be a "truthful" and "honest" enterprise, and for opera this means a focus on the human voice. Aesthetically, this text offers the reader a glimpse of Bekker's contribution to developments in modern opera. Ethically, he partakes in a critical exercise not entirely dissimilar to the warning against the alienation of music from man that Adorno expressed in his essay "On the Social Situation in Music," published in the same year.
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The present introduction focuses in particular on sociological and ethical aspects of Bekker's thought, and situates "To the Mirror Image" within his oeuvre, rather than within wider political, cultural, and historical contexts. Although this commentary will by no means uncover the multiple layers of the translated text it will, I hope, nevertheless aid an understanding of this fascinating albeit obscure source.
Briefe an zeitgenössische Musiker
Published in 1932, Briefe an zeitgenössische Musiker enters the critical scene at the very end of the increasingly politically fragmented Weimar period, before the Nazi iron fist finally gained its grip in 1933. Given the relevance of the political and economic unrest to the musical milieu, it is not surprising that we can detect in Bekker's tone a dissatisfaction with Weimar society and disillusionment with its development.
Briefe was the last book by Bekker to be published in Germany. As its title suggests, it is a collection of (fictitious) letters to musicians then working in Germany.
17 Each of the letters includes various elements of criticism and praise.
For example, Bekker advises Kurt Weill against too much political engagement; he criticizes Ernst Krenek for being too concerned with worldly matters, and also accuses him of thinking and reflecting too much instead of focusing on making music; and finally, as directly stated in "To the Mirror Image," he praises Richard Strauss as the only composer who had succeeded in "bringing art and life together," who managed to put at the center of his concern the "one measure" of 20 A brief summary of the key points made in this book will give the reader an idea of Bekker's sociological thought and the extent to which he held, at this point in time, high hopes for a reshaping of German society via music.
DAS DEUTSCHE MUSIKLEBEN
Central to Bekker's music sociology is his theory of musical form and the related idea that music acts as a "socially formative force." Although this concept of music's gesellschaftsbildende Kraft was not employed directly until Die Sinfonie von Beethoven bis Mahler (1918), we can extract its meaning from formulations in Das deutsche Musikleben. 21 In this text, Bekker attempts to define a sociologically grounded musical aesthetics and, in doing so, employs a sociological conception of form, which he describes as a common denominator or "product" shared by society, musician, and criticism. For Bekker, "The Society," "The Musician," and "Criticism" are the three "creative elements" that together, mutually conditioned, constitute the musical form. This concept of form derives first of all from his understanding of the sound patterns [Klangbilde] of a composition. Conceived on their own, the sound patterns, for the musician, are the material of the written music, which then turns into form by being perceived by society. In his words, "the form is not quite simply material: it is material which has been perceived."
22
Form develops out of the material and takes shape via society.
auditions
The following quotation clarifies Bekker's explanation of the close relationship between music and society. We can recognize here issues that Adorno was later to develop (such as the sociological relationship between musical material and its perception), and also the distancing from a formalist aesthetics that would seek to view music apart from its social origins: "The formal laws of the material in general do not depend upon the organic laws within the material. They are the results of the interaction between the material and the ability of the society to perceive: they are sociologically conditioned. The sound image is an image of society transformed into tonal material, not an aesthetic, but a sociological sound-symbol."
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For Bekker art is in itself a critique of society. 24 Music occupies a special place within art because it has no other form (in Bekker's sense of the word) than that achieved through its interaction with its audience. The form of music is thus both a product and an expression of the "living will of society" [des lebendigen Gesellschaftswillens]. By understanding the spirit of the time and expressing it through music, by what Bekker names a "klangliches Symbol" ("sound-symbol"), the musician produces a work of art that is conditioned by both the individual (the musician) and society. 25 The ability of society to perceive ensures that music occupies an active place in the world. Significantly, Bekker views criticism-the third element of musical form after the musician and society-as having a threefold role in the creation of the musical work. The first task of criticism is to grasp the form of the music through its creative elements (society and musician) and to make clear what the form-concept entails and demands. The second task is to determine the contemporary conditions within which the music has been created, that is, to explain and evaluate the relationship between musician and society in their historical surroundings. The third task is to clarify the transformation of the form of the musical work as the work engages through time with society and is perceived by this society.
26
Bekker provides the following summary: "Society, musician, and criticism constitute the three elements of musical form: society and musician as the creative forming powers, and criticism as the principle of cognition which brings to clear conceptual intuition the form as an appearance of society through a synthesis of these creative forces."
27 Through its interaction and active engagement with society, musical form makes music function as a socially formative force [gesellschaftsbildende Kraft]. 28 The positive sociological project undertaken in this book is expressed most strongly in the conclusion, where Bekker points forward to a brighter future. He emphasizes how an understanding of his form-concept requires the recognition that contemporary music is an expression of its time. Every age has its own musical form. Consequently, Bekker suggests what social demands ought to be placed on contemporary music, stressing its inherently social function and its power to shape and change society. Given its ethical-creative power, the role of music is not to provide enjoyment or beauty, but actively to participate in and reflect contemporary thought, and to inspire an ideal structure for society:
Our music must become contemporary art. Contemporary art in the sense of a creative shaping of new ideas of life, ideas that-born of necessity-become the basis of a new vision of existence. By taking over such a task, music steps outside the narrow circle of artistic means of making existence beautiful. Music becomes a power of organising the people, an expression of the aesthetic collective will, a creative force within our social form of appearance. When turning to the collective, it needs the active participation of this collective. Winning this for it is the task of our time. Its [our time's] mission is to create in its music the living monument of itself.
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By the mid-1920s Bekker had deemphasized his sociological approach, but had not thereby diminished the ethical impetus of his writings. As he turned to music phenomenology, he continued to account for music's ethical potency through a language filled with "natural concepts" (e.g., Kraft and Klang), as we can also see in "To the Mirror Image."
30

MUSIC, POLITICS, AND THE ETHICS OF VOICE
If Das deutsche Musikleben contains high hopes for the future musical and cultural life of Germany, one has the distinct sense when reading "To the Mirror Image" that by 1932 Bekker had become disillusioned with the society in which he lived and worked. In the following I comment on tensions between ethics and politics in Bekker's work, and aim to show how his disenchantment was expressed in some of his central writings on music, culminating with the specific reference to the relationship between voice and humanity that we find in his writings on opera towards the end of his career in Germany. Briefe is bordered by Bekker's two major works on opera resulting from his practical work at Kassel and Wiesbaden, Das Operntheater (1931) and Wandlungen der Oper (1934) , in which the notion of voice is equally central.
Despite his leftist, democratic leanings, which might have led us to believe that he had a specific party agenda in his writings, Bekker had no intention of establishing such a precise political purpose for music. Amidst the turmoil and propaganda of World War I, however, Bekker viewed politics as potentially subsumed under ethics; whereas his ethics could not be reduced to politics, politics could certainly occupy a place within ethics. Evidence for this can be found in the auditions1917 article "Künstler als Politiker" ("Artist as Politician"), in which he explores the relationship between art and politics. 31 After reflecting on Heine's view of the artist as nonpolitical by nature, 32 he turns to the contemporary situation and argues that the concept of the political has changed over time, and that therefore a reconsideration of the artist's role is required. More than ever, Bekker argues, politics entails gathering as much collective power and activating as many people (including artists) as possible. This view is clearly based on his democratic ideals, but more significantly, Bekker requires that the artist employ his or her creative powers in order to carry out this process of unification, thereby linking his understanding of politics and the political demands on the artist with the ethical ideas that emerged with his form-concept in 1916. 33 What underlies the argument for political engagement, then, is the idea that ethics, as expressed in the conception of unifying creative powers, can be useful in a political sense-to engage and influence the masses.
As with his form-concept, Bekker's formulations become circular: not only does art express itself within a society that it subsequently helps to shape, it also expresses the very society from which it is born. The artist gains from the engagement with politics (with the inner needs of society) the very power with which he or she shapes this society: when engaging with politics, art is strengthened. In Bekker's words, by becoming politically active, the artist does not thereby become impoverished, rather he can bring a new force to the expanding field of political effort: the force of the creative idea. This force will flow through him with tenfold power as he learns to understand how to recognize the deepest suffering of his people from their most basic and daily needs, in order thereby to find the root from which alone can arise a truly great, all-embracing and universal art.
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The relationship between art and politics should not be established in order to achieve political power or engage in party politics, but rather to activate and inspire the inner creative power that art is able to provide. However, although it is possible to include politics within ethics at this stage in Bekker's work, in his later writings he increasingly expresses a wish for a separation between politics and music. For example, in 1932, he warns against a deterioration of the quality of performances, "insofar as the value of the performance is precisely no longer measured according to its quality, but according to its political functionalism." 35 In 1931, he devotes the last two chapters of Das
Operntheater to a critique of the contemporary political structure and its influence upon opera, which at this point in time was suffering from a lack of funds.
36
Bekker believes opera had been let down by a society which did not recognize the importance of opera's "inner organic laws" and productive power. 37 And the impact that the turbulent public life in Germany at this point had on music-making is voiced in his warning against how politics, "which calls itself culture-politics," was in danger of drowning in party politics.
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Bekker's wish to avoid the influence of party politics on music, and his reluctance to allow music to function according to any particular political program, was already voiced in connection with his practical opera work at both Kassel and Wiesbaden. As retiring Intendant for Kassel, he was approached by the Kasseler Tageblatt to write a brief article on what, in his opinion, would be most beneficial for Kassel in 1927. His first suggestion is that his replacement should be someone who would be equally welcomed by all political parties, organizations, and "beer-halls."
39 Later, as Intendant for Wiesbaden in 1931, Bekker wrote, in response to a request from the Rheinische Volkszeitung, a public statement on behalf of the theater in which he again (if with greater emphasis) turns to the issue of politics, as part of a discussion of the freedom of both criticism and the theater:
With regard to this freedom of the theater, I count, above all personal things, the freedom from party politics. Like any other big business, the theater regards its members as people who may be associated with any party. On stage, we are neither National Socialists, nor Social Democrats or Centrum people. If we show works which are appropriate for this or that party, we do not show them out of bias towards any particular party: we show them because they are documents of the general intellectual and public life. Everyone can take from this what does or does not suit him-all we do is live up to our duty to show the works and thereby to present them for discussion.
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One way to explain the development of Bekker's understanding of the relationship between politics and music would be to point to a discrepancy between the ideal and the real. If his 1916 sociological ideas about music offered a means by which musical form could assist in shaping an ideal structure for society (ideas subsequently elaborated in his writings on opera and opera aesthetics), by the mid-twenties he realized that Weimar society was not developing according to this ideal structure. Indeed, by 1929, he would comment that Das deutsche Musikleben had been too idealistic, his hopes "all too fantastic." 41 The separation of his "ethical politics" (as described in 1917) from the party politics that had come to dominate the contemporary scene is an indication of his growing disappointment. In the light of his mounting frustration with the political structure of German society, it is instructive to explore Bekker's notion of the human voice in opera, and how it became a particularly ethically laden concept-increasingly so throughout the 1920s, and especially towards the end of his career at Wiesbaden, as in "To the Mirror Image." It is through his concept of voice that he makes a final attempt to suggest a way forward for operatic (and social) renewal.
Some of the ideas behind Bekker's later theorization of the voice were initially outlined in the unpublished talk "Die Opernszene der Romantik" (1923) . 42 As part of a discussion of the potential unity of staging and music in opera, while distinguishing between the visual and the audible he identifies the precise point where the two art forms of theater and opera meet, one that is situated both within the music and on the stage: the acting and singing human being. 43 In a performance of opera, it is the singer who connects the apparently contrasting worlds of stage and music, and thus becomes the artistic "life-center" [das Lebenszentrum] of opera, and its aesthetic justification. He builds his argument in this article from the starting point of the singer, considering opera as a means by which the singer can be presented and engaged. 44 Compared with later writings, where the concept of voice carries literal but also powerful metaphorical meanings, Bekker's description of the voice in this article is predominantly linked to concrete historical developments and stylistic categorizations in opera (such as the usage of particular voice types). Two subsequent articles in which voice is a key theme, "Stimme und Gestalt" (1924) and "Die Neue Oper" (1925), also explain opera as an expression of the human voice and provide stylistic descriptions of its central role in the history of opera. 45 In 1924 Bekker calls opera "the dramaturgy of voices," 46 and in 1925
repeats the idea that opera is the means by which the singing human voice is "made possible." 47 What is crucial, however, and what distinguishes these two articles from the unpublished talk of 1923, is the way that the human voice has become increasingly central to his views on opera. The singing human being is described in 1925 as the "unchangeable aesthetic object of all opera." 48 This leads
Bekker to suggest that the only way the creation of a novel kind of opera can take place is through recognition of the potential of the human voice to express its own contemporaneity. He does not call for a reform of opera as such, but for a realization of the potential of the inner creative powers of opera that are present in the voice. Furthermore, the approach he recommends links the concept of voice directly to his form-concept and to the idea that musical creation springs from, and is an expression of, the "living will" of society:
In this new recognition of the voice in general, but particularly within the overall sphere of opera of all times and directions, lies the task of the productive conception. For the "new opera" is not that which comes to us from outside like a new fashion accessory, but what we see anew from the force of our view and put out from within.
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Bekker emphasizes the close relation of voice to nature and the fact that voice is a natural phenomenon with natural properties. Thus, for example, the idea that the human voice is an unchangeable aesthetic object is based partly on the fact that male and female voices are unchangeable according to the rules of nature.
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Another example is his description of the voice as the only living and life-giving Urelement of opera; in other words, the voice is something inherently fundamental, ancient, and original. 51 The reliance on nature, or a "natural vocabulary," as a way of explanation is not surprising, given his recurring references to nature when formulating the concept of musical form in 1916, as well as his interest in establishing a musical phenomenology. We can recognize the references to nature also in "To the Mirror Image." Similarly, allusions to nature in Wandlungen der Oper of 1934 provide his final comprehensive characterization of the human voice:
The singing human voice is the root from which the opera has sprouted and grown. It is the force that carries the opera forward. It is the power that ever anew leads it to completion, according to the mode in which the nature of the voice is perceived. From the voice arises the form [of opera]: it becomes physically perceptible in such shape as is dictated by the development of the voice.
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If in Bekker's earlier writings opera was considered to be the means by which the human voice could be expressed, by this stage it had become the end result: it is from the voice that opera grows. His conceptualization of the voice in 1934 still provided a focal point for concrete historical and stylistic analyses of opera: he sketches the history of styles of singing and compositional usages of the voice from Gluck and Mozart, through to Wagner, Verdi, and contemporary German opera. However, as in "To the Mirror Image," the 1934 portrayal also embraces metaphorical abstraction and offers a concept of voice in which it has achieved ultimate centrality. In addition to being the unchangeable aesthetic object of opera, the human singing voice becomes, crucially, its ethical subject. This can be deduced first of all from Bekker's assertion, in the first chapter of Wandlungen (entitled, like his earlier article, "Stimme und Gestalt," and devoted to the concept of voice), that "the singing voice is a direct expression of man himself."
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Concluding the book with an expansion of his findings on the stylistic development of the voice in opera, he points to a final interpretative layer via which something meaningful from an investigation of opera can be deduced. Following from the recognition that the voice is essentially the human being, the meaning of the voice is ultimately "man himself." 54 In addition, Wandlungen der Oper offers a critique of contemporary Weimar society that is typical for Bekker's later writings. 55 In the foreword, he makes clear how this publication, as a book on opera, is concerned with the troubled contemporary climate, in which "creative work" is confused with "mere activity" (in other words political activity) and "culture" is replaced by "propaganda." 56 In order to rectify the current problems of society, he calls for an understanding of the "nature of man," and a focus on the human being as "the origin and goal of all art." 57 It is through the human singing voice that opera is inseparably connected with the auditionsnature of man. The end of the foreword not only bears witness to Bekker's ethical concerns, but it also emphasizes opera's role in a renewed understanding of a society in which individuality and individual creativity fare well, and are not subdued by a domineering and politically oriented collective:
It is on the basis of such an indissoluble bond between opera and the nature of man that the past must be understood, the present judged, and the future sensed. When once the recognition of this fact has penetrated, it may help, through the special field of opera, to establish firmly respect for man himself. For it will show that art is never the collective product of a group or community with a world-view, but that its existence always has been, is, and will be possible only where man as such is possible.
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From this brief discussion of the interaction between Bekker's ethics and his views on contemporary operatic practice, we can conclude that it is within the concept of the human voice that ethics and aesthetics meet. In Bekker's writings, the ethical imperative of the production of art and music in Weimar society is to be understood in terms of the aesthetic life-form of opera and, in particular, the unchanging aesthetic object and ethical subject that is the human voice. Conversely, aesthetic expression as provided by music and opera is to be understood in terms of ethical enactment; it is from within the musical work itselfthe opera, the voice-that the living will of society grows. Thus, there is an ethical responsibility to make musical creation happen. With Bekker, the intersection of ethics and aesthetics works both ways, and we are left with an ethical aesthetics, as well as an aesthetic ethics.
In "To the Mirror Image," the above issues are reflected in Bekker's focus on man as the basic measure of all value, including musical and artistic value. He describes "the humane man" as detached from politics, and points to voice and a renewed focus on "man himself" as a path via which opera can revive itself. Art is capable of reflecting the power of humanity, but only if art emanates from humanity in the first place. For Bekker, opera should spring from what he calls the "absolutely real or natural pattern for man" in music: the human voice.
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6. See, for example, "Moderne Oper," where Bekker is keen to stress that he does not wish to display hostility [Anfeindung] towards or depreciation [Herabsetzung] of Wagner's views (6), but that he merely points out a natural development of opera. In general, it should be noted that he extracts from Wagner's writings the material that would support his own agenda. To be sure, Wagner's ideas on the status of music within the Gesamtkunstwerk have often been misunderstood in the popular and critical traditions of Wagner reception and scholarship. This is largely prompted by the complex nature of Wagner's own views, in addition to the changing emphases found in writings from different stages of his career. In spite of his critique of Wagner, Bekker may have recognized music's pre-eminence within the total art work. His emphasis in the book, however, is very much on the overall expressive aims of the music drama.
7. See Bekker, Wagner, das Leben im Werke (Stuttgart: Deutsche Verlags-Anstalt, 1924), in English translation as Bekker, Richard Wagner: His Life in His Work, trans. M. M. Bozman (London: J. M. Dent and Sons, 1931) . As he comments in the preface to the book, Bekker considered the term Expressionism "one of the most popular in present-day critical terminology." It is worth noting that Bekker did not carry out an expressionist reading, but drew on Expressionism as "an idea" to support a historical interpretation of Wagner. Indeed, Bekker's antimetaphysical stance did not tally with expressionist aesthetics. See, for example, his very negative review of Ernst Bloch's Geist der Utopie ( published in 1918 and widely considered an expressionist manifesto) in "Musik und Philosophie," Frankfurter Zeitung, Erstes Morgenblatt, April 6, 1919, 1 -2. 10. Ibid., 7. Immediately following this quotation, Bekker reveals his distinction between "masculine, formative natures" and "feminine, emotional natures." This distinction can usefully inform our understanding of his somewhat cryptic reference to "woman" in the letter below.
11. Kestenberg quotes an extract from Wagner's text to substantiate his point: "In der theatralischen Kunst vereinigen sich, mit mehrer oder minderer Beteiligung, sämtliche Künste zu einem so unmittelbaren Eindruck auf die Ö ffentlichkeit, wie ihn keine der übrigen Künste für sich allein hervorzubringen vermag. Ihr Wesen ist Vergesellschaftung mit Bewahrung des vollsten Rechtes der Individualität" (quoted in Bekker, Das Operntheater [Leipzig: Quelle and Meyer, 1931] 24. Ibid., 12: "Kunst ist Gesellschaftskritik." 25. It is worth noting that although in this work Bekker supports his ideas by mentioning a number of composers, "musicians" [Musiker] refers first and foremost to the practicing musician, not to the composer. This is of course related to Bekker's investigative focus on the musical work as it relates to the Umwelt, its situation in the surrounding world; although the composer creates the musical material, performance provides the possibility to turn music into "form" and thereby occupy a place in the world. Bekker's later remark on the difference between the musician and the composer highlights further the importance of performance: "Musiker sein heisst Bildner sein. Bildner sein entspricht nicht der Tätigkeit des komponierens im heutigen Sinne, die meist nur ein Nachbilden ist, weil sie gegebene Muster Reproduziert. Bildner sein heisst Formen Schaffen. Nur die lebendige Form ist wahrhafte Form. Nur der sie kündet, ist der Musiker" (ibid., 165). See also Eichhorn, Paul Bekker, 185, where he comments on the fact that Bekker replaced certain concepts to suit his aesthetic/sociological points. Thus "Kunstwerk," "Komponist," "komponieren," are replaced with "Form," "Gestalter," "Musiker," "Bildner," and "gestalten." 26. The threefold task of criticism is outlined in Bekker, Das deutsche Musikleben, 169. These three elements certainly correspond to Bekker's own approach to music criticism. Regarding the third task, the word transformation is significant. Bekker deliberately chose this word over the word development because he wished to avoid making the judgment that musical form has progressed or improved. The form changes according to the time in which it is being perceived. Das Operntheater (1931) ; the two chapters are entitled "Krise" and "Politik."
37. See ibid., 124, 132. The "inner organic laws" of opera emerged from the music, which Bekker considered the central element of opera. In "Die Opernszene" (1913), he describes music as being one of the three elements of opera, along with scene [Bild] and action [Handlung] , that together create an "organic impression" [organische Eindruk], but also for Bekker exist in a hierarchy. The primary element is music, the carrier and mediator of feeling, "Die gefühlsmässige Mittlerin der Empfindungen" (143). The secondary element is the static display of contours and colours on stage. The music is not capable of expressing the entirety of the work alone, and strives to have an impact on the eye as well as the ear. By interacting with these static elements on the stage, music has an impact on the visual as well as the aural impression. It is important for Bekker that the scenic display remains relatively static, in order that the musical expression can move freely (144). Third and last in the hierarchy is the "outer" story or action [äussere Handlung], the dynamic element that connects the scenes and makes obvious the narrative and the development of the plot. The staging and the action, then, serve to make clear the expressive message of the music.
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